If we want to reflect upon the impact of the many 'hidden Christ'-images in modern films at a theologically responsible way, we need to incorporate that reflection into our doctrine of revelation. That will imply that we have to re-open the classical GospelCulture discussion. Especially in the United States we can recognize a lot of original approaches to this issue in Reformed circles (Wolterstorff, Dyrness, Begbie, Seidell, etc.). The main question to be put in this article will be: How can we develop criteria to assess the depiction of the divine in these films?
Introduction
A hidden Christ can be considered as a fictional human being that can be seen as a new embodiment of the positive meaning that can be attributed in the present to the biblical Jesus figure. 1 This meaning is usually not selfevident, and that is why I speak of the hidden Christ.
I do not intend to offer a detailed analysis of the many art expressions of this hidden Christ in current Western art. I offered some of that kind of analyses in my book on Jesus Incognito, especially of the work of the writers JM Coetzee, Peter de Vries and Arnon Grunberg, the poets Les Murray and Czeslaw Milosz and the artists Andy Warhol, Frans Franciscus and Harald Duwe. Here I limit myself to the reflection upon the potential Christological impact of (also in the above-mentioned book analysed) films as Babette 's Feast (1987) Waves (1996) of Lars von Trier. The four main protagonists in these films, Babette, Tomas, Tomek and Bess, can be considered as hidden Christ figures. In this article I shall not repeat my analysis of these films. More than in the above-mentioned book I shall present a theological evaluation of their potential Christological impact. I intend to bring in touch two totally different fields of reflection: that of modern cinematology and that of current Dogmatics. I undertake this enterprise in the hope that this dialogue could throw some new light on classical discussions on revelation, the divine and the humane. Therefore, I ask: How do modern artists point to the divine dimension of Jesus' life? How do they depict the divine? As said, I shall concentrate upon the so-called hidden Christ films 2 , but most of what will be said in reference to them, can also be said about the hidden Christ in literature and the visual arts. , the so-called biopics, Jesus' divine dimension is always already presupposed. That dimension is considered to be well-known. But that Jesus differs from the Jesus of the New Testament. There his divinity was still a point of dispute. Even to the disciples he remained a Jesus incognito for a long time. People constantly wondered who he was. Who among us would have recognized him? It is not immediately apparent that he is the Son of God. His divine descent is at several occasions object of explicit discussion (Matt. 4: 3 and 6; 26: 63 and 27: 40 and 43) . Something similar can be said with respect to the hidden Christ in modern films. In that sense the so-called hidden Christ films are more biblical than the Jesus-films in spite of their often high claims of biblical faithfulness. 
Imaging the Divine
How can the divine be imagined in our de-divinized, secularized, modern world?
5 How can we imagine God when we do not have anymore any remembrance of Him? That was already a crucial question for Augustine.
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If we, however, do no longer have any images for the divine, we have, in fact, also no more images and words for the mystery of Jesus. The mystery of Jesus has everything to do with the fact that we cannot speak about the divine in him without the human and not about the human without the divine. That is the divine-human mystery that he embodies according to the early creeds of the ancient church. Therefore, the question how to depict the divine confronts us immediately also with the question how to depict the human.
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It is impossible to indicate in a straightforward fashion what is divine and what is human. No one can say definitively: that is typically divine, and that is pre-eminently human. So, we can repeat another question of Augustine as well: "What is it that I love in loving thee?" 8 John 1:18 told us already: "No one has ever seen God". Where on earth can we find pointers to God's presence?
That is not just a modern question. Already in the Old Testament the place where God can be found, is point of discussion. How directly do we encounter God in his temple, in his deputies, the kings, in the words of the prophets, in the Torah? Sometimes some developments in interpretation can be traced in the Old Testament itself, but in other cases there is an ongoing discussion, for example with regard to the difference between false and true prophets. Like in Old Testament times, in our own current world experience nothing can be straightforwardly connected to God: each reference to God will be indirect and presuppose an interpretative framework.
What about the humane?
Does that also hold true for locating the humankind? It does not obtain, of course, for empirical human beings, but it does for what can be viewed as belonging to the core of humankind. The question asked about humankind in Psalm 8:4, "What is man that you are mindful of him, the son of man that you care for him?" is as open a question as that about God. The question of God is not only a question put by the human being but also one to the human being. Who are you? Where are you? 9 Even though we cannot give a cut-and-dried answer, we continue, christologically speaking, to search for the truly human in the divine and the truly divine in the human. We seek true man in God and true God in man. 10 The question about God is also the question about humankind, and vice versa. The meaning of the historical Jesus as true man can, therefore, be fathomed only if we see in him a reference to God as well. And who God is can be fathomed only by looking at this man. They thus presuppose each other. If we realize this, also our human existence in the identification with Jesus seems to be an open existence as well: open for experiences that transcend our empirical existence. Apparently the immanent frame within which the secularized Western human person has closed himself, can be broken through. Theologically we speak then from revelation.
Religious interpretations of films
The recognition of, for example, the religious dimension of a film often involves a certain symbolic interpretation of everyday reality. It is never a matter of an initially immediately obvious interpretation. In the Middle Ages, it was held that the 'book of nature' was of a piece with 'the book of revelation' (the Bible). Nature was, as it were, an open book. God could be recognized in it. Nowadays, at least, it can be said that straightforward pointers to God in nature are contested. But that does not mean that our experience of reality is now completely one-dimensional.
In line with an important school of thought in symbol theory 11 and the theology of the sacraments 12 one finds a great deal of discussion in the literature on film on the simultaneity of the presence and absence of the symbolized in the symbol. This recognition of the concealing and revealing character of symbols has everything to do with the deep human experience that the referential character of everyday reality is never univocal but always ambivalent. Only seldom does reality speak clearly.
Theology has to take that ambivalence into account, as do films. Nonetheless, a film can evoke a high degree of openness for symbolic interpretations.
13
Hidden Christ films especially appeal to that. That openness can be created in all kinds of ways, but in films this is often done in a striking way by evoking contrast experiences. Thus, as it were, an appeal is made silently 'from out of the depths' (de profundis) of human existence to something that could transcend it. Darkness appears to evoke light. Intriguing examples of this approach are films like A Short Film of Love (1989) of the Polish filmmaker Krzystof Kieslowski and Breaking the Waves (1996) of the Danish director Lars von Trier. 'Descent' then in fact constitutes the only possibility of referring to something higher (ascent).
14 'Ascent' is thus a typical activity of the viewer on whom a film that begins below makes such an impression that the viewer's thoughts transcend it of themselves. Those thoughts can be the continuations of the images in the film but can, in contrast, also form the contrast of themselves. That character of some images to evoke contrasts can go beyond the filmmaker's intention. It can even be in explicit conflict with his intention. 15 It is the viewer who takes these steps.
Rearrangement
A rearrangement of images is constantly occurring in art, also with respect to the Christ figure. The public is being invited more and more to make their own identifications and distinctions between the Christ figure presented and the reality to which he refers. It thus always concerns a 'refigured' Christ. 16 The word 'refiguration' has been stamped in recent decades by the French philosopher Paul Ricoeur. In connection with the analysis of literary texts, he developed the well-known triad of prefiguration, configuration, and refiguration.
17 Applied to the person of Christ, this means that each writer always encounters a "Christ reality" that is already present. This prefigured reality constitutes his material that he configures to his own interpretation. The reader then looks at that and constructs his own reality from that. He appropriates the text existentially. That is the reader's own refiguration. To prevent this last step from being explained as a cheap 'running away with' the text, Ricoeur also speaks emphatically, when describing this appropriation process, of the continuing strangeness of texts. Appropriation is not a simple identification. It always concerns understanding through and at a distance, recognizing the strange, the other that a literary text presents. Ricoeur considers that recognition to be a condition for understanding. Otherwise, understanding becomes annexation. In line with his attention for the continuing strangeness of a text, Ricoeur also emphasizes that a text always refers to a certain real reality. That reality cannot be manipulated by the writer or by the reader. It transcends both. A text is not much more than 'a suggestion for a world' in which the reader can live only temporarily. 19 It is not reality itself. Applied to the significance that is attributed to Jesus, this means that literary, cinematic, and other artistic images always refer to a reality that transcends the meaning we give to it. That is what is at issue in the refigured Christ. It always refers to a reality that transcends that of the artist and that of the audience. But that does not exclude the fact that both can become active in the process of attributing meaning.
A Christology 'from below'
What is exciting about these hidden Christ films is thus, again and again, the way in which the divine is depicted in everyday life. Sometimes, a filmmaker uses traditional symbols like a storm, thunder, or lightning (this accompanies Babette's arrival in Babette 's Feast (1987) or the ringing of bells in heaven (which can be heard at the day of Bess' burial at sea in Breaking the Waves), but usually they use more original, surprising references.
We often see a reference to an interpersonal experience. Usually, it is an experience of the 'too much'. Sometimes, only a glance or a mere gesture indicates that experience. These openings have everything to do with what is called revelation in the Christian tradition. 20 Each encounter with the Christ figure always involves that experience. In that encounter, the boundaries of what it is to be human are explored and also sometimes shifted and thus broken through. 'From below' and 'from above' come together, and then the Christological miracle occurs.
Theologically, that experience has everything to do with incarnation. That is always a twofold experience. On the one hand, it is the experience of making room for, of emptying (kenosis), of the death of the old Adam, of becoming internally empty. In that sense, it is a matter of the art of letting go. On the other hand, it is an experience of renewed fulfilment, of resurrection, of being born again. In the Christian tradition, this twofold experience is called 'dying and rising with Christ' (Colossians 2:12). It is brought to symbolic expression in the sacraments of Baptism and The Lord's Supper. Deliberately I am therefore linking incarnation primarily with the event of dying and rising and not just with the affirmation of the human aspect. 21 Incarnation implies, therefore, transformation and presupposes a two-fold movement, namely of kenosis and fulfilment, of negation and affirmation.
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The religious aspect of films can thus not be separated from everyday experiences. Every film that leaves the possibility open of a reference to a hidden Christ will always start with his humanity. Human behaviour will be central in such a film. In theological jargon, this means that it is always primarily a Christology 'from below'. 23 That is given with the Christian belief in the incarnation, the Word becoming flesh. That is why, from a Christian point of view, the perception of our everyday reality can also be suggestive. It can contain hints of another reality. To quote T.S. Eliotʹs Four Quartets: "The hint half guessed, the gift half understood, is Incarnation." ('The Dry Salvages') The hidden Christ is thus never an obvious Christ. Even in the New Testament it was not obvious that Jesus was the Christ, often he was not recognized as such. In addition to devices and artifices, filmmakers have two methods at their disposal for revealing a personage's Christ-like character: the method of positive similarity or that of negative contrast. Babette, the main protagonist in below', because -as said above -the essence of every Christology is the mystery of the interaction of 'above' and 'below'. Notwithstanding this generally acknowledged fact, theologians often continue to use these two labels to discern two different approaches in Christology.
methods have their pros and cons. Similarity usually brings with it a great deal of insightfulness but can also become too direct and thus too onedimensional. The contrast method is usually more surprising, but the contrast can also be so crushing that it no longer evokes anything-the one extreme does not always immediately evoke the other.
Characteristics of the Christ figure
Although I am inclined to admit that an objective, cinematic Christ figure does not exist, 24 I do need to have in mind some kind of a blueprint that can serve as a working hypothesis in order to be able to begin a quest for the hidden Christ. Therefore, my proposal is to focus on four main and classical characteristics. They can be considered as more or less the summary of the Gospels and the creeds of the ancient church. As main aspects of Jesus' life I would like to point to his divine calling, his message of the coming Kingdom, the sacrifice of his life as implication of his calling and his resurrection. He felt himself called by God to announce the risky message of a radically different world, implying his own death, but confident of the completion of his life after his death.
In my proposal there is room for the mystery that the figure of Jesus Christ embodies according to the Christian tradition, namely the simultaneousness of his divine and human nature. Such a proposal is not meant to limit the artistic freedom in any way. It is not a frame imposed by an institution (the church). And the four above-mentioned identity markers do not all have to appear simultaneously. One of them can sometimes be so prominent that it is more than sufficient in itself to evoke the association with the Christ figure. They are nothing more than a tool for analysis. To be able to speak about a Christ figure a certain number of the characteristics mentioned here will have to be present in a sufficiently striking way and determine the life of the figure in question to a large extent. What is stated above can be explained by the well-known difference, in the philosophy of science, between a context of justification and discovery. The four identity markers of Jesus' life belong to the context of justification. What actually is observed in a film, belongs to the context of discovery of the viewer, to his concrete context of life.
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The Jesus and the Christ figure
I connected the transcendent (divine) aspect with the four identity markers of Jesus' life (calling, message, death and resurrection). There his identity as a revealer of divine nearness can be found. How we exactly should understand God's revelation (in the midst of concealment) in him is still a difficult question. Does it concern the revelation of a truly new aspect, never experienced in any person before him? Or is it the revelation of the reference character of that was hidden at first? Is it sometimes the nearness of the strange other whose existence we know only at a distance? Or is the revelatory aspect found precisely in the fact that naked human existence conceals nothing? 27 We do not need to opt for one of these four options, although it will be clear that in the case of the first option (of radical transcendence), it would not make sense to speak of a hidden Christ. The last three options can easily be recognized in the so-called hidden Christ films.
Of course, the Christ figure and the historical Jesus figure cannot be separated, not in the reality of believers nor in the conceptualization of artists. The list of no less than 25 characteristics of the Christ figure compiled by the Australian film critic Anton Karl Kozlovic is a good example of this interconnectedness.
28 These characteristics, however, contribute only in a limited way to the process of giving meaning. We must go beyond the assertion of all kinds of parallels between film figures and the biblical Jesus. 29 The attribution of meaning does not come about by compiling a kind of checklist of parallels but is fully dependent on the capacity of the individual viewer to make up his mind. It is connected with what the film presents and what the viewer discovers regarding these presentations of Christ.
A creative interaction between these two poles can lead to new contemporary interpretations of the Jesus figure. Then, in my view, a Jesus figure becomes a Christ figure, i.e. a contemporized Jesus figure. 30 I am speaking intentionally of a Christ figure and not of a Christ principle. 31 The word 'figure' refers here to a concrete (be it also fictive) person who speaks and acts. The word thus intentionally evokes associations with the Old Testament prefigurations of Jesus in, for example, Adam, Joshua, Joseph, and David.
Perhaps, when discussing cinematic Christ figures, we could speak of post-figurations. In both pre-and post-figurations the typology is always only absorbed to a certain extent. The various types always show just a certain aspect of the figure who is central. He himself is the only one who completely embodies the image. Pre-and post-figurations are thus never identical to him but are always more or less identifiable with him. The Christ figure is constantly found at the interface of identity and nonidentity with the historical Jesus figure. It does not, therefore, make much sense to argue that the cinematic Christ figure is distinct from the historical Jesus figure. That is logical and inherent to the idea of post-figuration. It is more important to search for the similarities. Cinematic Christ figures always concern concretely presented fictional human individuals who, as independent film characters, point to the contemporary meaning of the Jesus figure. 32 By alluding to the Jesus figure, the filmmaker (or viewer) introduces an additional depth dimension to this (in him-or herself) fullyfledged character. 33 As an independent character, the cinematic Christ figure is more than a 'mere' imitator of Jesus. Such a figure also points to the meaning of the person of Jesus. He does not do so as the homo optimus, the ideal human being, or as the embodiment of the condition humaine in general. Rather, he is the homo proximus, the human form that most closely approximates the words and deeds of Jesus and thus also confronts us with the divine nearness in Jesus. The Christ figure usually includes just enough aspects to break through the immanent frame of our secular mind and thus to create the possibility of reflecting anew on our own existence in the light of the God-human mystery that Jesus personifies. 34 I am not looking for an archetypal redeemer whose characteristics can be recognized in other religions. My first concern is a theological evaluation of what happens between film and theology with respect to the Jesus figure. I am convinced that the religious "disenchantment" (Entzauberung) of our worldview (Max Weber) has occurred only in part. A purely naturalistic approach to reality remains unsatisfactory for many artists. 35 One can even point, perhaps, to a re-enchantment, although without so far an extended, theoretical basis. There is still a theoretical 'loneliness' to which many artists condemned themselves in the previous century. 36 I do not want to give that loneliness the final word, for it is still possible that similarities can be discovered between the central questions that lie at the foundation of Christianity and those that modern Western art has raised at regular intervals. There could be an 'analogical imagination'. 37 Actually, theological ideas are then 'given back' to theology anonymously (incognito) by art. They are thus not lost but found in translation. The artistic depiction is then not a betrayal but a portrayal. The phrase Jesus incognito receives then such a positive connotation that I would like to speak of a hidden Christ. Apparently, there is "a compelling mysterious force within the creative human imagination that shapes fictional characters and dramatic plots in the image and likeness of the central character and events of the four Gospels of Matthew, Mark, Luke, and John." 38 That brought me precisely to the 'fictional character' that I referred to as the hidden Christ.
Just a fictional figure?
Some might protest here. Is it all just about fiction? Are fictional figures able to represent the salvific meaning of Jesus Christ? How useful the concept of fiction here is, depends, of course, on our description of fiction. Let me quote here Nicholas Wolterstorff: 'by way' of fictionally projecting his distinct world the fictional may make a claim, true or false as the case may be, about our actual world.' 39 That means that the projected world of an artist bears the potential of showing us something of the actual world. Hence, Jeremy Begbie states: "A work of art, even if fictional, may lead us to change our attitude to the states of affairs with which it deals and which inform our day to day lives. This is not a case of confusing the imagined world with the real world, but of having our experience of the everyday world enriched and illuminated by the imagined world." 40 Sooner or later all art interpretations that point to an openness for Christian interpretations must be brought into connection with the three guiding principles of Christian hermeneutics: the Bible, the Christological creeds of the ancient Church and the central elements of the current Christian liturgy. In essence, these guiding principles obtain for all world religions. It concerns the relation to the holy book(s), the tradition and the contemporary experience. The question if something fits within a certain religion will always be decided on the basis of the holy text(s), the more or less sanctioned interpretations of it in the course of its history and the actual experience of it in regular celebrations. This interaction is needed, not to force them into a straitjacket but to initiate a dialogue between historical and modern interpretations. Otherwise, (the history of) theology and art remain closed off from each other. One could speak here of the possibility of a two-sided transformation. 41 New interpretations can throw new light on the Christian tradition, which will in turn provide depth to new interpretations and sometimes supplement them (critically or not). 42 Actually, that means not only that the Christ figure continually receives new meanings in new art forms but also that the same Christ figure influences new interpretations from his own historical and contemporary expressive power. It thus has to do with a continuous interaction, with really two way traffic.
43 Therefore, by speaking about two-sided transformation I underscore the transformative power of art as well as that of Christ.
44 By speaking here of interaction we are taking seriously our own culture as a source of theology, provided, that the four above-mentioned identity markers of Jesus can be applied in a substantial way.
Two-sided transformation
New artistic forms can contain hidden allusions to the role of central characters and events in the four gospels. 45 Why, as Christians, should we be content to see Christ only there where we expect to see him?
46 That entails not only that the New Testament can be applied to understand cinematic interpretations of Christ but also that these interpretations can also be applied in turn to understand the New Testament from the perspective of Here the theological dialogue needs to take both critical polls into account. That is, the portrayal of the Christ-figure by the movie adds new understanding to who Christ is. It needs to be considered on its own terms. At the same time, because the biblical portrayal of Christ has been used metaphorically, the Christ-story can clarify the character's situation and add depth and authority to the characterization. It too has a place at the critical 
Conclusion
I am convinced that new images can be added from films to the familiar biblical ones in a way similar to what repeatedly happened throughout church history in other art areas like philosophy, music, painting and literature. In Eastern Orthodoxy especially, it is a widely held notion that the (charismatic) icon painter educates through his icons not only ordinary believers but theologians as well. A two-way street has always been presupposed there. Believers approach the icons, but the icons approach the believers as well. Hence, instruction into icon art is included in theological education in Eastern Orthodoxy. Film could also partly fulfil this role of icons. Of course not all films by far could assume that role or be up to it. But in any case, it cannot be denied that films are also sources of the attribution of meaning. Films and the Bible can then be mutually clarifying. Knowledge of the New Testament can contribute to the understanding of the Christ figure in film, but the Christ figure in film can, in turn, also contribute to the understanding of the New Testament Jesus. The latter has been neglected far too long in theology -to its detriment. In the near future, much will depend on the theological and spiritual sensitivity to develop a more elaborated Christian hermeneutics of modern art. 50 
